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Abstract 
In a recent article, Ms. Brozzo (2020) supposed that some perfumes were works of art on the 
grounds that they met some ‘hard’ definitions of art. This, however, is predicated upon a definitive 
holism that is not true. Her argument is also founded upon several definitions which she has taken 
axiomatically, despite their being too contentious to allow for this, and her every condition of 
olfactory art is cleared by non-art. 
Keywords:  Aesthetics; Art; Perfume; Olfactory Philosophy. 
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Does Chiara Have an Artistic Scent?1 
 
This is one of those views which are so absurd that only very learned men could 
possibly adopt them. 
–Bertrand Russell, “My Philosophical Development,” 1959 
 
Ms. Brozzo provides four conditions for an olfactory art, one from each of Mr. Zangwill,2 Mr. 
Levinson,3 Mr. Lopes,4 and Mr. Shiner.5 That of Mr. Zangwill is a sufficient condition for olfactory 
art, whereas the clearance of Mr. Shiner’s condition establishes an ‘art form’ which is necessary 
for the sufficiency of the conditions of both Mr. Levinson and Mr. Lopes.6 
 
Mr. Zangwill’s Condition: ‘Something is a work of art if, and only if, 
someone acquires the knowledge that certain aesthetic properties will be 
determined by a certain configuration of nonaesthetic properties, and, therefore, 
intentionally endows something with certain aesthetic properties in virtue of that 
certain configuration of nonaesthetic properties’.7 
Mr. Levinson’s Condition: Something is a work of art if, and only if, it was 
‘intended for regard-as-a-work-of-art, that is, regard in any way preexisting works 
of art are or were correctly regarded’.8 This can be expressed intrinsically: Art is 
‘intended to be regarded with openness to emotional suggestion… to symbolize and 
be regarded as such… [and] for relatively complete ways of regard’.9 It can also be 
expressed relationally: ‘the relevant kind of intention… should be nonpassing [and] 
 
 
1 cf. Brozzo, C. (2020). Are Some Perfumes Works of Art? The Journal of Aesthetics and Art 
Criticism 78: 21-32. 
2 Zangwill, 1995.  
3 Levinson, 1979, 1989, 2002. 
4 Lopes, 2014. 
5 Shiner, 2015.  
6 cf. Brozzo, 2020: 25.  
7 Brozzo, 2020: 22. This condition, however, ‘obscures what is important for the full appreciation’ 
of some perfumes (Brozzo, 2020: 22). Why Ms. Brozzo chose to show that Mr. Zangwill would (or should) 
approve of certain perfumes as works of art, when she finds his definition inadequate, is unclear. It is 
because she does not properly believe in this definition, or at least does not find it useful, that she goes on 
to introduce another from Mr. Levinson (1979, 1989, 2002). 
8 Levinson, 1989: 21 in Brozzo, 2020: 23. cf. Levinson, 1979, 2002. 
9 Brozzo, 2020: 23-24. 
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the person with the art-constituting intention should have “proprietary right” over 
whatever counts as an artwork’.10  
Mr. Lopes’ Condition: x is a work of art if, and only if, ‘x is a work of K, 
where K is an art’.11 
Mr. Shiner’s Condition: ‘Art perfumes might favour scents intended to be 
appreciated for their combination of innovative structural complexity with an 
expressivity and symbolism that challenged the receiver’s expectations of what a 
perfume should be like’.12 
 
 
These conditions seem well, but ultimately do not stand to common sense. The perfumes 
offered by Ms. Brozzo as meeting these criteria are generally pleasant and warrant protection from 
the European Commission with the label of ‘art’, but the very same conditions which facilitate this 
conclusion equally entail the artistic status of the kind of scents we do not want to come out of the 
perfume houses: we certainly do not want to find them lauded on the pedestal of art. 
 
Counterexample: Chiara dreams, and has done so for some time, of creating 
a perfume that symbolizes youth, a perfume to express the emotions associated with 
a juvenile joie de vivre through olfactory means. Her fondest childhood memory 
was being sprayed by a skunk, so she thinks that the configuration of several 
mercaptans would produce this artistic scent. Such a bold and innovative statement 
is not meant for the masses but is intended as a powerful effluvium to challenge the 
expectation of perfume as olfactorily pleasant. After completing her PhD in 
biochemistry, Chiara finally synthesizes the structurally complex La Jeune 
Moufette. 
 
La Jeune Moufette is art; it has the same expressivity, emotivity, symbolism and innovation 
as the likes of Chanel N°5 or Clive Christian No. 1 Imperial Majesty, and Chiara’s intention is no 
less artistic, if not more artistic, than that of Clive Christian or Coco Chanel’s Jacques Polge. I 
struggle to imagine anybody with common sense endorsing such a comparison; certainly, Clive 
 
 
10 Brozzo, 2020: 29. 
11 Lopes, 2014: 14 in Brozzo, 2020: 25. Ms. Brozzo defines K as ‘art perfumery’ which in turn is 
defined with Mr. Shiner’s Condition. 
12 Shiner, 2015: 391 in Brozzo, 2020: 25. 
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Christian would not. Mr. Zangwill says that ‘if cake-decoration falls out as art, that’s fine by me’,13 
but how would he feel about La Jeune Moufette?  
This is not just true for the hypothetical perfume of hypothetical Chiara. Ms. Brozzo 
conveniently suggests that Sécretions Magnifiques is art,14 which is remarkably similar to La Jeune 
Moufette. It seems to run against the objective of her article that we may return to Olivier Maure 
and tell him that Chanel N°5 is a little too mainstream to be called art, but he will be reassured to 
know that the scents of sweat and blood are indeed art; that Chanel N°5 and Miss Dior can be 
reformulated, but to do so for Sécretions Magnifiques would be like ‘changing the colours of the 
Mona Lisa’.15 I cannot imagine that he would be especially amused.  
⁎ ⁎ ⁎ 
Ms. Brozzo uses freely several terms which are too contentious for such easy use. This 
causes her to beg numerous questions throughout her article.  
What is a perfume? Since Ms. Brozzo aims to show that some perfumes are art, not merely 
that some scents are art, she would do well to avoid conflating the two. Or, if she does wish to 
reduce the one to the other, she must explain why a perfume has no relation of identity to its name, 
its branding, its advertising, or the bottle in which it is held. In reference to Dzing! Ms. Brozzo 
says that the ‘perfume description’ and ‘the illustration on the bottle label… [draw] our attention 
to these olfactory properties’.16 If it is true that the symbolism of a perfume, and therefore its 
artistry, is more than merely olfactory, then it follows that a perfume must be identified with 
properties that are more than merely olfactory. However, Ms. Brozzo has offered no argument in 
 
 
13 Zangwill, 1995: 316. 
14 She never statedly passes judgement on whether any of the perfumes mentioned are in fact art. 
15 Brozzo, 2020: 22. 
16 Brozzo, 2020: 24. 
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favour of this interpretation. It seems reasonable that putting Baccarat Les Larmes Sacred de 
Thebes into the bottle of Le Labo Santal 33 would impact its aesthetic value, insofar as the former 
is a crystal pyramid with an amethyst cap and the latter is a glass cylinder with a minimalist white 
label. But conversely it is a stretch to say that switching the bottles of Le Labo Santal 33 and Le 
Labo Jasmin 17 would have any impact on the artistic value of either perfume. Likewise, DKNY 
Golden Delicious normally comes in a standard metallic bottle, but in 2011 it appeared in a bottle 
designed by Martin Katz made of fourteen carat gold and 2,909 jewels. If this specific perfume is 
art, is it any more art than the ordinary bottle? If so, is it really Donna Karan as the perfumer that 
is the artist, or is it Martin Katz as the jeweller? Just as the answers to these questions are unclear, 
it is not evident that a perfume either is or is not more than its scent. Ms. Brozzo holds the former 
opinion, but does not justify her decision.  
What is a niche perfume? This is a question commonly asked amongst perfumers, so it is 
surprising that Ms. Brozzo ignores it entirely. She uses niche perfumery as evidence for the 
existence of an infantile art perfumery,17 but it is questionable whether niche perfumery exists at 
all and, if it does, whether it persists. Her only explanation of niche perfumery is as ‘a section of 
commercial perfumery that privileges creativity over mass distribution’.18 It is not especially 
contentious that there are indeed perfumes that privilege creativity, but there are perfumes 
famously considered niche which can be found today in almost every store selling even a mediocre 
range of perfume. Creed Aventus is the typical example of this: its renown and popularity has 
grown to such a degree that it seems laughable to apply to it the term ‘niche’, even in the common 
parlance. Niche perfumery is meant to symbolize those perfumes that cannot be found so easily, 
 
 
17 cf. Brozzo, 2020: 28. 
18 Brozzo, 2020: 28. 
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are meant for connoisseurs, and come out of small perfume houses, the names of which are only 
recognizable to those especially erudite regarding haute parfumerie. It is difficult to call niche a 
brand known to every Jan Rap and his companion. Perhaps Creed made niche perfume, but is 
Creed still making niche perfume? If not, and it is not obvious that it is, then Ms. Brozzo’s emerging 
art perfumery might equally have a short lifespan.  
Are perfumes even aesthetic? Ms. Brozzo writes that it is ‘quickly evident’ that perfumes 
are ‘objects of aesthetic appreciation’.19 This is false. Aesthetic properties are traditionally visual: 
auditory, olfactory and gastronomic aesthetics are not traditionally considered ‘evident’. Perhaps 
this is not so in the common parlance, but because Ms. Brozzo is philosophic about perfume as art, 
she is obliged to be philosophic about perfume as aesthetic too.  
Are perfumes aesthetic objects? Ms. Brozzo treats of perfume in isolation, but many 
properties of a perfume cannot exist unperceived – most evidently the olfactory properties. 
Moreover, many perfumes have pheromonal qualities, which rely upon certain assumptions about 
those meant to be perceiving it; to wit, they have hormones, and they are of a certain type. Most 
perfumes are gendered ‘for men’ and ‘for women’ and work under the assumption that the opposite 
sex are the perceivers. Even for genderless perfumes, not only is it impossible to isolate them from 
a perceiver, they cannot be isolated from perceivers: perfume is a social rather than a solitary 
object; not only is the wearer unable to perceive the olfactory properties after a short period, but 
most perfumes are explicitly designed for the purpose of eliciting reactions and are commonly 
reviewed on that basis. It seems obvious to think ‘I wish you smelled like that’ and strange to think 
the same for your house or car or food: La vie est belle by Lancome is pleasant (or perhaps 
 
 
19 Brozzo, 2020: 22. 
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aesthetic), but it would be strange if beef bourguignon smelled like it. All these different 
considerations can be reduced to the fact that perfume is phenomenological in a way that other 
aesthetic forms are not. The object of appreciation is not just the perfume, but the wearer too.  
Are perfumes simple or composite? Ms. Brozzo, as is common amongst perfumers, speaks 
of top notes, middle notes and base notes. However, it is not necessarily the case, especially 
amongst the uninitiate, that ‘one can distinguish different notes’.20 Quite often a scent will be 
spoken of. Would it not be more natural, if it were so manifest that perfume is structurally 
composite, to speak of some scents? This is of immense importance for Ms. Brozzo, for this 
heterogeneity is necessary for her argument that perfume is structurally complex,21 which in turn 
is necessary for the existence of art perfumery upon which the argument that some perfumes are 
art is predicated.22 Furthermore, when Ms. Brozzo says that some perfumes are art, she means that 
a certain kind of perfume is art rather than some specific perfumes are art. Consequently, it is 
uncertain whether this artistic kind of perfume consists of more than one single scent. Because it 
is unclear what distinguishes the identity of one perfume from that of another, it is possible that all 
artistic perfumes reduce into one another. If we are unable to tell them apart, what makes them 
different perfumes? This is a further implication of her not identifying what a perfume is.  
⁎ ⁎ ⁎ 
Ms. Brozzo does not offer her own definition of art but instead borrows from others. Some, 
she judges, make it ‘relatively easy for perfumes to be works of art’.23 Others pose ‘a much harder 
 
 
20 Brozzo, 2020: 25. 
21 cf. Brozzo, 2020: 25-26. 
22 cf. Brozzo, 2020: 25. 
23 Brozzo, 2020: 22. 
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challenge to the proposed claim’.24 What she does not explain, perhaps because she finds it implicit, 
is why she finds it necessary to give multiple definitions of art, when the veracity of any single 
one of them would suffice to determine perfume as art, so long as perfume fit its conditions. 
She seems to think that meeting ‘hard’ definitions means that “If even this has perfume as 
art, then pretty much everything will have it as art.” This is predicated upon a definitive holism 
that is not true. If meeting a ‘hard’ definition entailed meeting an ‘easy’ definition, then the former 
must in some way contain the latter. That is, if an ‘easy’ definition of art is x, then a ‘hard’ definition, 
the clearance of which entails the clearance of the ‘easy’ one, must necessarily be x and something 
else, y; it cannot be y alone. And if meeting a ‘hard’ definition means that all ‘easy’ definitions will 
consequently be met, then the ‘hard’ definition must contain all ‘easy’ definitions, x1, x2, x3… and 
so on ad infinitum.  
However, definitions are not (always) holistic like this. Mr. Levinson’s definition, which is 
her ‘hard’ definition, seems no more than related to that of Mr. Zangwill, which is her ‘easy’ 
definition – it certainly does not contain it. For Mr. Zangwill, a perfume would be an art if the 
perfumer ‘intentionally endows [it] with certain aesthetic properties in virtue of [a] certain 
configuration of nonaesthetic properties’.25 Whereas for Mr. Levinson, a perfume would be art if 
it is ‘intended for regard-as-a-work-of-art’.26 It is true that both involve the intention of the 
perfumer, and in that sense the latter contains the former, but what is intended differs between 
them. That is, the latter is not ‘harder’ than the former, but different. The source of Ms. Brozzo’s 
axiology is her intended use of the definitions: it is indeed more difficult to fit perfume into the 
 
 
24 Brozzo, 2020: 22. 
25 Brozzo, 2020: 22. 
26 Brozzo, 2020: 23. 
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latter than the former; but this does not mean that the latter is an objectively harder definition of 
art to meet, or that clearing it means that easier definitions are cleared too. 
This holism seems to be an attempt to avoid committing herself to any one definition of 
art. This is strange, for Ms. Brozzo unhesitatingly commits herself to ‘the assumption that 
attempting to define art is a worthwhile endeavor’, even though ‘some theorists even deny that 
these conditions can be provided’.27 Likewise, she commits herself to the definitions provided by 
Mr. Zangwill, Mr. Levinson, Mr. Lopes and Mr. Shiner despite ‘a substantive ongoing debate on 
the necessary and sufficient conditions for something to be a work of art’.28 Perhaps Ms. Brozzo 
was unaware of her brazenness, else surely she would have justified her contention that the four 
definitions provided are indeed veracious. She builds a wall to hide behind out of as many 
definitions as she can fit into the paper, but when choosing the bricks with which to outfit it, she 
has no such timidity.  
Her wall, however, has no cement. She makes no attempt to synthesize these four 
definitions into a single conception of ‘art’, instead piling them crudely atop one another in the 
hope that the number of dissidents will steadily decline as a definition which satisfies them 
eventually crops up, albeit amongst a host of definitions about which they have nothing positive 
to say. So long as there is a brick that you like, Ms. Brozzo remains safe and so does her contention 
that some perfumes are art. To this effect, she has chosen large bricks: she does not defend herself 
with strange and esoteric definitions, but those that are popular and have a significant 
contemporary following.  
 
 
27 Brozzo, 2020: 22. 
28 Brozzo, 2020: 22. 
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In the absence of an attempted synthesis, it is likely that Ms. Brozzo does not think any of 
these definitions properly correct. If she believed Mr. Levinson to have truly hit upon the proper 
definition of art, then she would have done well to have first vindicated him of any criticism 
thereupon, and then to have shown how perfume clears the conditions set therein. Instead, because 
she does not think Mr. Levinson correct, she is firstly incapable of such a vindication, and is 
secondly forced to offer up other definitions in order to persuade those that do not find that of Mr. 
Levinson persuasive. This is a greater limitation that an ‘assumption that attempting to define art 
is a worthwhile endeavor’.29 It is one thing to stand on the shoulders of giants, to build your work 




29 Brozzo, 2020: 22. 
30  Ms. Brozzo is not entirely guilty of this. Philosophical enquiry into olfactory aesthetics is 
relatively recent, even more so regarding perfume specifically. The collection of evidence that she provides 
is certainly solid, and what she says is interesting; my problem is that how she argues for it masks what she 
actually has to say. 
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